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Why White?

White disperses to form a rainbow.
the idea is to keep open to exploring possibilities throughout the
spectrum.
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What are we talking about?

5

This Thesis is an analysis of the potential of integration within the arts.
A study on the course of interactions, overlap and connections formed in interdisciplinary art spaces.
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Abstract
This research analyzes the possibilities of integration within the arts and its potential in affecting change in the
teaching and learning environment. To approach to this larger question, I conducted two in-depth case studies
as a participatory observer playing two radically different roles:- the role of a student at New Works, a performing
arts program at Brown University, and the role of a curriculum planner and programming researcher at Providence
CityArts. The nature and educational level of the two programs were drastically different. Providence CityArts is a
youth directed community-based nonprofit organization that offers after school art programs while New Works is a
collaborative grant based university program that invites international artists, students and local artists to devise a
theatre dance piece. My goal in this thesis investigation was to study the nature of integration in these two very different teaching and learning spaces and draw connections that had the potential to inform practice within the field
of integration within the arts and which also might raise issue for future research. It is my hope that this qualitative
research also offers an insight into the inter-relationships between different art forms, how they may connect, and
which elements have the potential to combine. At its core this thesis is aimed at exploring the possible configurations of integration within arts as opposed to arriving at a singular conclusive statement.
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PREFACE

Memoir

You may abandon art, but art will never abandon you.

On a quiet evening, in the summer of 2016, sitting on a ledge next to
the river, I had only one question in mind- “Where am I headed to?” The
calm of my college campus was the void within me; my life resembling the
rotten stench of those stagnant river waters. It was seemingly beautiful
from a distance, but decomposing beneath the very surface. If the water
stays still for too long, it offers an apt environment for algae to brood in,
creating a toxic ecosystem. I had deprived myself of ‘the flow’. Bereavement of art had made my ecosystem lifeless.
I was two years old when I held my first piece of crayon; red, a rich
crimson, to color Snow White’s poisoned apple. I was a little over three
when I first performed on the stage. Typically children that age might fear
the spotlight and search for a familiar face in the audience. I, on the other
hand, was blissfully unaware of my parents’ presence and was lost in music
while performing the dance. I remember writing a poem when my grandfather passed away. I remember attempting to learn music but failing miserably. My father handed me my first camera, without a flash (yes, those
did exist!) when I was nine years old. Since then I developed an interest
in photography and would refuse to travel without a camera. As I reflect
upon my journey, I realize the importance of the amalgamation of various
facets of arts that facilitated in my overall well-being and development.
I was learning various art subjects, some in school, and some in external
private art organizations. The diverse art forms aided in my upbringing in
ways that went unnoticed. Various disciplines of arts not only co-existed
in my life, but were intertwined creating a safe haven for me, a bird’s nest.
As I grew up, I saw the straws from that nest falling off, eventually leaving
just a few pieces to call home.
I went on to pursue a Design degree at the MIT Institute of Design in
Pune, India. One may wonder how I could possibly have felt disconnected
with art, being the very part of an art-making space. What I noticed was
that I was not alone in this struggle. My colleagues seemed to lack motivation at times just like I did. Meanwhile, some students found it extremely easy to find their passion and immerse themselves in projects at the
design school. In fact, I too was completely absorbed in some of my design projects. On contemplation, I recognize that the projects that had my
complete attention were interdisciplinary. I was able to learn, implement
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Academia overpowers art. Always has. Always will?
It doesn’t have to.
11

and reproduce better in an interdisciplinary art environment. The initial few
months of design school increasingly involved theoretical design studies
and learning the very basics of visual art principles. As we transitioned
into producing physical products, I felt a greater appreciation towards the
design process. The smell of different kinds of wood, the softness and
smoothness of sawdust, the sound of a rotating spool, the burnt smell and
sparks of welding process, the sound of hammer hitting against metal,
the coarseness of a handmade sheet of paper, the fluidity and shimmer
of a silky fabric; these were the elements that helped me involve myself in
the design process. I learned dance consistently and performed until the
age of fifteen. However, with academia increasingly taking the front seat, I
found less and less time to pursue my passion for dance. Going to design
school meant increased involvement in visual forms of art. Without even
realizing, I was left in isolation with my visual sensibilities. The making aspect of design allowed me to embody and experience the process itself.
Unknowingly, I was using the principles of movement and embodiment
to fill up the void that absence of dance had created in my life. The kinesthetic, tactile, auditory and olfactory experiences often receive minimal
attention in learning, but to me they are essential to have an immersive
experience of making or observing art. In my view, art does not follow a
linear trajectory but most often than not, is delivered in a very specific
linear way in art/design schools. Returning to the concept of embodiment,
which I knew nothing of until very recently, has played an essential role in
my personal choices.
After my graduation with my undergraduate degree, I was left with a
feeling of disorientation. I was lost. The commercial approach to design
in India failed to offer the work satisfaction I was seeking. This is when
my life took a complete turn and I ventured onto an untrodden path, just
as sometimes walking into the woods without a destination can lead to
unexpected and miraculous experiences. I decided to plunge into the unknown. By then, I had already found my way back to dance and was rigorously preparing for my dance exam. Meanwhile, I decided to volunteer as
a teaching artist at a local nonprofit organization. My initial purpose was
to just spend some time reconnecting and polishing my art skills. However,
little did I know that this experience would indeed change my life. I faced
a very peculiar situation at this organization, where the children were all
from underprivileged backgrounds, from single parent homes where they
had never had the opportunity to experience art. I was thrown into a space

where conventional art practices
would not work. I spent the first few
sessions struggling to find my way
around teaching these students the
basic principles of art. And sure I
was frustrated. One early morning,
I went out for a walk. I was wearing a hoodie and my hands were
in the front pocket. I noticed how
leaving my hands free made it easier to walk. We walk with our feet
but swinging our arms makes the
process of walking easier. That was
my Eureka moment. I realized that
I was teaching these children art
principles in complete isolation,
without a context. It was, therefore,
not at all surprising that my students were not able to relate either
to me or my pedagogy. I needed
the arms at my disposition to make
the walk easier. The different parts
had to work in collaboration in order to get the vehicle of creativity
moving. I decided in my next session to employ a different approach
to teaching in the class. I switched
my role from a teacher (the traditional concept of a teacher) to that
of a facilitator. We co-constructed
an art activity, which involved making through handling tangible materials. The students’ response was
overwhelmingly positive, which encouraged me to connect with them
on a much more personal level. I
was beginning, in this moment, to
see the therapeutic value of engaging in art, which would lead me to

an increased interest in the meditative potential of art experiences. It was
at this point that I first stumbled across the concept of embodiment in
visual arts. One time, I had students learn the yellow to green spectrum of
colors using nature as a tool. They collected leaves of various shades along
the range and learnt to reproduce the colors. The children then translated the learning through the application of the matching colors on the
leaves and imprinting them into a collective collage composition. I began
to wonder what was it about this activity that made it more effective than
my traditional approach to teaching color theory. For me, it had to be
the stimulus of nature, the context of colors (to the leaves) and the tactile
emotion of the imprinting process.
A personal event that gave me further insight into the concept of really immersing in art occurred when I had an argument one evening with
my mother. I had to find a way to get the heat off me. In a spur of the
moment, I picked up a small canvas and acrylic paints. I didn’t seem to
have the patience to paint artistically with brushes. I just started blobbing
paint with my fingers onto the canvas. My fingers moved intuitively creating textures and patterns, which eventually translated into an artwork.
I wrote a short poem based on the artwork. Unintentionally, I ended up
using various forms of art to express myself, release my emotional threads.
I always feel liberated when I dance. The dance form that I practice, Kathak, is beyond body movements. It is about storytelling, includes elements
of drama and also requires acute sense of music and beats. Perhaps the
multidimensional quality of this art-form could be the reason I have been
practicing Kathak for so long now.
These many incidents in my life have manifested in my interest in embodiment and integrated art experiences. I, personally, have always had
a heightened experience of art in integration than in isolation. I strongly
believe that the arts are meant to co-exist, interact and coalesce and by
doing so foster the best form of experiential learning.

12

CHAPTER I

Statement of Research Question
Art education in the United States, in both formal and informal settings, tends to follow the disciplinary division
of arts. When art is taught in isolation from other art forms, more often than not, unprecedented significance is
assigned to the visual arts. What is the potential of integration within the arts and how can it inform teaching and
learning? How can diminishing boundaries within the arts add value to the experience of art education?

Related Questions
•
•
•
•
•
•
•

How does arts integration alter learning processes and outcomes?
What role does embodiment in space play in an integrated arts space?
In what ways could the concept of flow inform integration within arts?
How is art integration related to multisensorial modalities?
What is the relationship between an integrated arts curriculum and experiential learning?
How to navigate spaces between different art forms while designing an integrated arts curriculum?
In what ways, if any, does the role of the teaching artist alter in terms of the delivery of instruction, conducting
the art session, etc. in an integrated arts space?
14

Research Methodology
My approach to research for this thesis has been qualitative and
multi-modal including aspects of autobiography, case study, interview
and participant observation. My insights on integration within the arts are
based upon participatory observation in two particular educational arenas:
(1) Providence CityArts – A community non-profit arts organization for
youth development, (2) New Works – A collegiate level performing arts
program at Brown University. I have particularly refrained from any kind of
philosophical or historical context to my study as there is, in my view, very
limited content available in the field of my research interest.
My research is informed by my interactions with high school students
at CityArts and working intimately with college students and dance professionals at New Works. A great part of my research on pedagogy of
integrated arts is a result of assisting teaching artists at Providence CityArts, working with Michelle Bach-Coulibaly(heading New Works) and, a
number of guest artists from across the United States. I play a dual role
through my research process; the role of a teacher at CityArts and that of
a student and artist at New Works. My exploratory research process allows
me to navigate back and forth to either side of the table.

15

Scope and Limitations
My research is primarily focused on exploration of the possibilities
within arts integration rather than making any kind of singular statement.
My approach throughout this thesis is based on laying down open ended questions, which hopefully challenge readers to look at the arts in the
context of education through a different lens. Though the arts extend into
various fields, my research specifically involves the study of the scope and
potential of integration ‘within’ the arts. The thesis is, therefore, limited to
analysis of the overlap of visual arts and performing arts. These two categories encompass a large number of art styles and allow for a broad scope
of experimentation. My primary focus here is on embodiment and tactile
emotion in what I consider to be a hybrid space. My choice of constructs
is derived from the nature of the spaces I have been exploring at, as a part
of research for the thesis.
Since the primary nature of my research is through case study, my
thesis investigation is built around my experiences at Providence CityArts
and New Works, Brown University. My study involves working with a wide
range of age groups, approximately 13 years to 60 years. It is important
for me to acknowledge that due to constraints of time, with significant
amounts spent as a participatory observer, a majority of the findings are
drawn from routine conversations with individuals (at the site of the case
studies) as opposed to formally conducted interviews.
16

CHAPTER II

Fig.1 [Initial brainstorming map]

The Overview
Figure 1 above, charts the gist and important elements of the literature I read in the past few months that have
informed my research. I explored interdisciplinary arts and integration within arts in many different contexts while
also taking characteristics and spheres of arts into consideration. From integration to place-based learning, to student-centered pedagogy, this map is a comprehensive view of my areas of interest and research. Similar constructs/
topics have been connected via arrows, placed in proximity and color-coded. This research process map essentially
defines relationships amongst a vast array of topics under the umbrella idea of arts integration.
18

A Guide to Basic Terminologies
The Lakehead University has an interesting approach to these constructs
with reference to writing guides for research papers. Their definitions go
as follows:
Intradisciplinarity is the functioning of a single discipline completely independent of any other discipline. It occurs when a single discipline is taught
in complete isolation and without context with any other discipline.
Multidisciplinarity contrasts disciplinary perspectives in an additive manner, meaning two or more disciplines each provide their viewpoint on a
problem from their perspectives, involving little interaction across disciplines.
Crossdisciplinarity occurs when two or more disciplines coexist but function independent of each other. The disciplines may be within the same
sphere but their boundries remain very much intact. It is like an addition of
parts that are visibly different and do not impact each other.
Interdisciplinarity combines two or more disciplines to a new level of integration suggesting component boundaries start to break down. Interdisciplinarity is no longer a simple addition of parts but the recognition that
each discipline can affect the research output of the other.”
Transdisciplinarity occurs when two or more discipline perspectives transcend each other to form a new holistic approach. The outcome will be
completely different from what one would expect from the addition of
the parts. Transdisciplinarity results in a type xenogenesis where output is
created as a result of disciplines integrating to become something completely new.”
(source: Cladwell, 2015)

19

Intradisciplinary

Multidisciplinary

Crossdisciplinary

Interdisciplinary

Transdisciplinary

Fig.2 [Simplified graphic for terminologies]
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Integrative Learning
The field of education demands constant innovation, which, I would argue,
is difficult to achieve when there is a very restricted, singular approach to
academic content. Integrative learning offers avenues to create connections amongst disciplines so that information and skills can be applied
to complex challenges. Integrative learning is a cognitive outcome that
enables students to make intellectual connections, bring sources together, and then integrate them into one (Youngerman, 2018). Disciplinary
learning was a consequence of the Industrial Revolution, which led to a
demand of very specific and rather skill based job profiles. The nature of
the present global development has once again created a massive shift
in demands of a job. People are increasingly expected to have a comprehensive knowledge of things and be able to function in a collaborative
environment for problem solving. This, in my opinion, is why we need an
integrated approach to learning now, more than we ever have. Educational
systems need a change in mindset to design curricula to meet these needs.
Curriculum integration can be defined as a “pedagogical approach that
is student-centered and focuses on a theme organized around real life
issues and problems drawn from several subject areas”. (Bautista, Tan, Ponnusamy & Yau 2016, p.611) Such an approach to pedagogy can help art
educators focus on the important big ideas and provide a holistic learning
experience.

James Cash Penny
Various pools of knowledge if integrated together, can aid in a strong,
powerful education system.
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The five separate fingers are five independent units.
Close them and the fist multiplies strength.

Arts Integration
The concept integrating art with core STEM subjects has been the center
of discussion amongst educators in the West over the past decade. Creativity is considered, by some, as one of the most important abilities in the
21st century. (Liao, 2016) Among the prime supporters of STEAM and arts
integration is former president of the Rhode Island School of Design John
Maeda (2012, 2013) , who argued that art and design education fosters
creativity and innovation. Arts and the core subjects can offer a mutual
framework of effective learning strategies that may otherwise be difficult
to realize. Integration demands more than two subjects being taught in
the same strata. It is a collateral form of pedagogy where the core themes
take a forefront compared to disciplinary division of education. One of the
most widely accepted definition of arts integration, which offers a nuanced
perspective on what integration is, is stated by the New York based Kennedy Centre for Performing Arts.

“Arts integration is larger than a mere activity. It is an approach to teaching that is embedded in one’s daily practice...
This approach to teaching is grounded in the belief that learning is actively built, experiential, evolving, collaborative,
problem-solving, and reflective.”

(Defining Arts Integration by Lynne B. Silverstein and Sean Layne 2010, the John F. Kennedy Center for the Performing Arts)
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Integration within the Arts
Some art advocates argue that arts as a distinct discipline should receive
the status it deserves, and rightfully so. Art educators like Liao 2016, Marshall 2016, and Lynch 2007 are also applying increasing emphasis on the
integration of arts with other core subjects like mathematics, science and
literacy. However, limited research exists in the area of how different art
forms could be taught in symphony. The Aristotelian idea of scholastic
division has been a part of the educational structures across the globe for
a while now. In my opinion, on account of the disciplinary division of arts,
the big ideas are often sidelined. Bautista, Tan, Ponnusamy & Yau (2016)
argue that curricular freedom with adequate base structures for interdisciplinary collaboration can lead to meaningful integration within the arts.
Despite the evident potential effectiveness of an integrated approach to
arts education, this approach to teaching is not very common across educational institutions. The probable reasons for this could be standardized
assessments, time constraints or logistics. An integrated curriculum within
arts truly demands tremendous effort and the willingness to experiment.
Superficial integration is pointless. Before integrating lessons, the art educators must map out the common factors in the varied art disciplines,
find the overlaps and connecting threads and then design a seamlessly
interwoven art lesson. The biggest challenge is to design a curriculum that
promotes inquiry-based learning while also integrating various subject areas. (Ohio State University TETAC Mentors, 2012) It is crucial to maintain a
balance; balance between skill and creativity; balance between instructional and critical thinking; and most importantly, balance amongst content of
the art disciplines. Integration within arts particularly is of great value as
arts evolved as a social practice and were always an integrated until the
introduction of disciplinary division of arts.
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Arts Integration from My Perspective
Integrated Arts is for me akin to a master chef’s recipe, the various
art faculties its ingredients. Arts integration can occur on various levels:
- within the fragments of a single art discipline, between art disciplines,
or between art and non-art disciplines. Integrated Arts is a term most
commonly used in cross-disciplinary and multidisciplinary art-non art
space, and is more often than not at the intersection of arts and science.
Although this area of research provides a good deal of promise for exploration, my focus is to explore the potential of integration between
different arts disciplines.
I have chosen to define arts integration as a space for exchanging
artistic knowledge and interweaving art practices that is not limited by
the commonly held understandings of individualistic art disciplines. I see
an integrated arts space as one that is constantly evolving. I believe that
arts integration cannot be defined by the cross section of specific art disciplines but is a rather open form of arts engagement. I view integrated
arts as an opportunity to create endless numbers of art configurations
similar to the white light that dissipates an entire spectrum of colors.
The most unique aspect of a pedagogical practice of this nature is that
there is no, one right method. An experimental approach in such a context provides artists, art educators and art learners the freedom to walk
through unexplored paths. I am a firm believer that experimentation is
important to the very practice of art making, boosting as it can, creative
thinking and the enhancement of cognitive understanding of the world
around us. Art forms are co-existential in nature and in my opinion, can
thrive only if practiced so. Art cannot grow with a singular, linear trajectory. I view the arts as a closely-knit complex web and it only makes
sense to me thus
To me, an integrated arts environment is equivalent to an ‘arts lab’,
a room for innovative art practices. I lay emphasis on experimentation as
I feel, not knowing is the best way of knowing. In my approach to learning, I value open ended questions over methodical statements. I believe
that art as inquiry is a very powerful tool for meaningful learning and
engagement with the world around us. Art is a discipline that cannot be
restricted with rules; if we do, the very essence of art is lost.
25

I equally value learning artistic
skills, but believe that these skill
sets are yet another medium that
aid artistic exploration. Learning
skills is essential to navigating the
integrated arts space. An attempt
at an integrated arts practice without the required skill set is equivalent to going hiking without trekking gear; it will only make the task
more difficult. I recognize the merit
of traditional, methodical approach
to art education. I propose an integrated arts pedagogy that offers a
fine balance between exploratory
learning and structured learning.

Art informs art.

Three Dimensional Constructs of Arts Integration

Embodiment
The word embodiment is a construct of em (meaning ‘in’) + body, on
the pattern of the Latin term incorporare (corpus, meaning ‘body’). Until
the 16th century, embodiment was used as a reference to ‘a soul or spirit invested in physical form’; to eventually translate into its present day
meaning (online etymology dictionary). Thus, when I deconstruct the word
embodiment, I see two aspects to it - one being the attribute of physicality, and second being the idea of investment from the heart. Embodiment
in the arts is therefore for me, experiencing Art in its entirety, in Body,
Mind and Soul.
When we visualize a museum space, one cannot help but imagine a
white box. This is how museum spaces and consequently museum learning has been treated for decades. Any art environment, in my opinion,
need to be stimulating. How could creativity possibly stem from a sterile
atmosphere? Art spaces must offer the opportunity for children to interact,
embody and in turn really experience art. This opens avenues for exploring the interplay of visual arts with performance driven characteristics like
movement, expression and perhaps even music. One exemplary concept
of embodiment in museum education is a multi-tier pilot initiative in New
Zealand called the DART (Dance and Art) Project that was collaboration
between a primary school, a performing arts school and a museum (Snook
& Brown, 2017). This project provides, in my view, the perfect exemplar of
collaborative arts education where embodiment, movement and choreographed dance pieces were used as tools to interpret visual artworks. An
integrated model of peer-to-peer learning, facilitated by art educators is a
very new approach to learning and understanding art. For me just walking
through museum galleries sets a very passive tone for ‘viewing’ art while
if activated, the interplay of arts disciplines can catalyze experiential learning. Another notable example of experiential museum-based learning can
be found in project at the Ipswich Gallery in Australia (Piscitelli & Penfold,
2015), which was based on an exploration of light as an artistic material.
A variety of stations were set-up to offer children (toddlers with their par27

ents) different experiences with
light. The idea behind this project was to create an experimental
learning environment with child
centered pedagogy at its core. It is
evident that an embodied response
to art can hold great value in its interpretation and help the viewers to
connect to the artist, their art and
their philosophy.
I believe embodiment is crucial
to an interdisciplinary arts practice
as it allows participants to completely immerse themselves in the
process. It is important to be able
to experience the nuances of the
varied disciplines of art involved
in an integrated approach to arts
and embodiment caters to this understanding. Arts engage the brain
and body in mapping sensory information, the emotional aspect of
which makes the experience cognitively powerful. (Hartle, Pinciotti&
Gorton, 2015) Embodiment of arts
demands a certain sense of sincerity to the practice and process of
art making. We need to be aware
of our bodies to experience and
interact with the spaces around
us, knowing our body is auxiliary

awareness. (Xiaobo &Yuelin, 2014) Shared learning requires knowledge
of how to navigate the interdisciplinary (third) space. Embodiment assists
in this process by activating multiple sensory modalities of information
reception. It helps to bring subconscious learning to the forefront and
congregates the acquired knowledge in a very aware, conscious manner.
Embodiment also, I suggest, fosters an empathic approach to arts
education. An integrated arts practice requires such an attitude towards
learning more so, I would argue, than learning an individual art form. Although, I believe that an empathic approach is important to art education
in any form, since it works as a catalyst to the complex web of an interdisciplinary art space. Embodying a space while creating art offers the artist a
chance to develop intimacy with the space, the artwork, and with the self.
A very good example of this process can be found in a literacy filmmaking
project conducted with teenagers in Queensland, Australia (Mill, Comber,
& Kelly, 2013). The films produced by these teenagers were created as a
result of their engagement in cross-curricular units of study that sensitized
the students’ experience of local places by the sensorial and bodily nature
of the project, which was then translated into documentary filmmaking.
This initiative exemplifies how embodiment in the arts makes the process
of art making more immersive by activating the senses to the space one
embodies.
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Space
I consider space to be an exceedingly important aspect in the act of
embodiment in the arts, which transforms in an interdisciplinary arts scenario. Each artform uses space in a unique way, and when two or more art
disciplines come together, it results in a hybrid space, which many refer to
as the third space. By definition, the third space is a combination of the
first and second space, forming an “in-between space” (Soja, 1996). The
third space has so far been viewed primarily as a pedagogical space. Wilson (2008) suggests that:

This third pedagogical site is a life changing space where new forms
of hybrid visual cultural artifacts, production and meaning arise through
informal contact amongst kids and adults…It celebrates the possibility of
new content that emerges through the presentation, negotiation and, and
collaborative reformulation of kids’ and adults’ interests. p.120

Turner (1992) identifies the third space as being inclusive, ambiguous
and anti-structural and the concept of such a learning space is relatively
new. I believe that the very ambiguous nature of the third space is what
makes it unique as it permits educators to interact with students in a very
intimate manner, guiding them to making a curriculum with them rather
than for them. I choose to use the idea of third space not just within a
pedagogical context, but also wish to apply it to the disciplinary curricular
structure. So, I have come to view the third space as a ‘physical’ dimension
that aids in the integration of various arts disciplines.
I believe that it is extremely important to understand the nature of a
hybrid space and be aware of one’s presence in it to be able to embody art
in its true form. Interaction with a space forms the basis of emotion in the
arts. A space entails incredible amount of information that subconsciously
informs the artist’s art making process. Colors, fragrances, volumes and
29

arrangements,
light,
ambient
sounds, all potentially play a crucial
role in effective arts education. The
nature of these elemental details
transforms to become a complex
yet interesting interdisciplinary arts
environment. For instance, if music
and visual arts were to be explored
in an integrated teaching and
learning environment, the space
would perhaps include ex perimental musical contraptions. There may
be musical sounds that would not
be present otherwise in a traditional art classroom. One could also be
creative with the materials of the
furniture, artistic tools or even the
flooring. The space might be central to the room devoid of any organized seating. The room would perhaps smell of metals, plastics and
paints all at the same time. Such
atmospheres influence the way artists experience a space and in turn,
the art they make. Atmospheres are
at the core of phenomenology that
informs the nature of the art experience. In my opinion, hybrid spaces
are the most interesting environments to work in, offering multiple
stimuli for an exploratory and experimental arts practice.
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Touch
Touch is a very innate experience as in theory there is nothing more
human than the idea of touch. Unfortunately, with the establishment of an
individualistic society, I feel that interactions have been reduced to words/
text. I believe that touch is the most expressive form of interaction, be it
with a space, a piece of art or another human being. Touch has the power
to ignite emotions and establish deepest of connections; probably that is
why one may be ‘touched’ with words, or while witnessing a performance,
or experiencing art. Korsmeyer (2012) argues that touch is essential to experiencing the genuineness of objects and transcending their aesthetic
emotion. I believe the same is applicable to the very experience of art
making. I believe that touch is an imperative form of sense that we cannot
do without. Lopes (1997) describe how sculpture may be categorized under visual arts but are essentially performative. Not only does the process
of making a sculpture, but also experiencing it as a finished piece of art
involve the sense of touch. I strongly believe that viewing art is a passive
approach, limited to just ‘viewing’ it, while touch opens the experience to
‘feeling’ art.
Touch helps engage with art and art-making beyond superficial participation. Touch is the basis of the process of embodiment; being in a
space, embodying that space. Perricone (2007) says, “I want to argue that
touch is the bass line to the melody of sight and hearing in the arts, that
is, touch keeps the artwork coherent and grounded”(p.91). The author also
argues that touch is essential to expanding what he refers to as our ‘tactile
imaginations’ which in turn boosts creativity in the arts. I would like to believe that the sense of touch has potential of creating unique art making
experiences in an interdisciplinary arts space, with different disciplines of
arts aiding in a variety of tactile emotions.
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DO NOT TOUCH!
How many times do children hear this order?
(Munari, 2004)

Fig.3 [Csikszentmihalyi’s work flow chart]
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The Pedagogy of Arts Integration

Flow
The concept of ‘Flow’ plays out wonderfully in an interdisciplinary arts
practice. I was first introduced to the concept of flow as a construct of
Positive Psychology. Mihaly Csikszentmihalyi suggests that flow simply is
a balanced equation of challenge versus skill set. When a person owns the
skills required to complete or go through a perceived level of challenge,
there is a relation of harmony established. Csikszentmihalyi also argues
that the optimum situation for flow occurs when a person has high level of
skills to combat high level challenges, this kind of personality referred to
as, ‘autotelic’ (Csikszentmihalyi & Nakamura, 2002)
This situation is, of course, idyllic but is more or less temporary. In fact,
it would be impossible to achieve a constant state of flow. The idea is to
consistently work towards achieving a state of flow and growing in the
process of doing so. I feel that the idea of flow is essential to progress in
any workspace but could especially benefit an integrated arts space. In a
complex environment, dominated by experimental learning, the concept
of flow becomes a very achievable goal. The curriculum in an integrated
art classroom can essentially be designed around the idea of flow and
balance, specific to that class.
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I also came across a very artistic approach to the concept of flow during
one of my dance sessions at Brown University. Luciane Ramos Silva, a Brazilian
artist, had us perform a simple exercise to help us ‘embody’ flow. She asked all
the students to gather at the far end of the room. Next, we were asked to close
our eyes and imagine that each one of us was a hard piece of clay. She wanted
us to eventually move to the front of the room embodying the transition when
water is fed to a piece of clay- from clay to mud to slurry to a stream. Initially,
my body felt hesitant to believe I could be a piece of hard clay. But what I realized was that having my eyes shut helped a great deal. I could not see so I
had no option but to feel. I could feel the music, feel my body turn rigid, feel
that I was a dry chunk of clay. As I mentally transitioned to a softer material, so
did my body. My movements were responding to the non-existential stream
of water being dropped on me. Before I knew it, I had gone through the entire
transition, from clay to flowing water. I ended the exercise with my body on the
floor, soft as a stream in the sun.

Fig.4 [Transition of physical state – clay to water]
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This exercise, to me, is the perfect metaphoric representation of the process of art making. As artists and art educators, we often focus well on the
steps but lay little emphasis on the transitions. I believe that transitions are crucial to realizing a successful practice of teaching art. It is these very transitions
that put the puzzle pieces together forming the bigger picture. Flow, either
ways, is essential to art making.

“Enjoyment is an important motivational construct in learning.”
(Snook & Brown, 2017, p.99)

Art as Play
Many leading and successful creative companies in the field of art, design
and technology believe in the power of creative play. The growth statistics
of creative companies like Google and IDEO are proof enough that a playful
approach to creativity is quintessential to success. The challenge I offer here is
why is playfulness not encouraged in art classrooms, one of the most organic
spaces to boost creativity? To me, play is intuitive to a creative practice and
vice-a-versa. I feel that the term play is often misunderstood by adults as ‘pastime’. As Tim Brown (2008) rightly suggests in his TedTalk, Tales of Creativity and
Play, play is a highly structured form of learning. There are unspoken rules and
boundaries, he suggests, within which children learn to engage, interact and
role-play. The most fascinating aspect to me about creative play is the number
of approaches this practice offers to the same subject. Play offers various possibilities that are otherwise missing in a very direct, linear artistic pedagogy. I feel
that the element of play shifts focus from a very specific skill set to the bigger
ideas that capture the nuances of creative upliftment.
One may wonder what creative play has to do with an integrated art practice. I believe there is a close relationship between the two. Unlike an artform
taught in isolation, an interdisciplinary art pedagogy demands room for exploration and experimentation. When multiple art forms are being taught
collectively, one has to be open to the idea of multiple configurations. I almost
see this practice as playing with building blocks. There is no one right method
or approach to teaching in this kind of a complex setup. I believe that this is
where the idea of creative play could be extremely helpful. Being comfortable
with the practice of creative play can help artists navigate an interdisciplinary
space with much ease and also allow access to the untapped potential of integrated arts.
I believe that play offers the foundation to an engaging, enjoyable experience that provides the groundwork for a more meaningful way of learning art.
I view art as a journey rather than a destination. I believe it is an exploratory
walk through unknown dimensions, art skills, being essential tools to navigate
through such new spaces. Play offers the necessary connections in the complex
web of an integrated arts practice. Experiments are crucial to interdisciplinary
arts as they allow consideration of alternative methodologies. This makes for
an interesting art learning environment which would be difficult to achieve in a
contemporary art classroom..
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CHAPTER III

CASE STUDY 1
New Works

*

Image 1: A photograph from the first scene of the performance.

About
New Works is a Brown University Engaged Scholarship course, which
develops new dance theater pieces that are rooted in research in Mindfulness, Somatic Studies, Mande Dance, Contact Improvisation, Butoh and
Contemporary Vernacular dance forms. Guest artists from Japan, China,
West Africa, the USA, and local community partners co-create new theatrical pieces for the concert stage.

Introduction

*

There is a term bank at the end of this book
for reference to have better context of the
theme of this case study.
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This year’s dance theatrical piece revolved around the chakra system,
Hindu and Buddhist concept of energy circles in the body. Through the
course of this work, we attempted to actualize the physical nature of the
chakra system through movement and visual artwork. New Works offered
to be one of the best possible sites for me to study an example of a truly
integrated arts class. The making of this piece involved study of literature
related to spirituality. The study of the theme offered a view of ancient
Hindu/Buddhist movement and meditative practices deeply rooted in the
chakra system. This literature was then translated in the form of authentic
movement, painting, poetry and drama. The output was not limited to
choreography of dance phrases. The structure, being open ended, allowed
for creating artwork around the central theme using various media. A theatrical piece in itself involves dance, movement, spoken word, music, stage
design, and costume design. The boundaries of disciplinary division were
blurred to the extent of different art forms integrated seamlessly.

Instructor
Michelle Bach-Coulibaly

Senior Lecturer, Department of Theatre
Arts and Performance Studies, Brown
University

Core Team
Students-Brown University
Andrea Fleckenstein
Aya Bisbee
LP Scerr
Students-RISD
Kelly He
Ruchi Pathak
Artists
Anthony Marcus Andrade
Assi Coulibaly
Gisela Creus
Lea Marie
Maria Isabel Diaz
Mathew Garza
Stephanie Turner
Steven Choummalaithong
Trent Lee

Artists in Residence
RAW Dance company
(Wendy Rein, Ryan Smith)
Omari Mizrahi
Conference of the Birds
(Wendy Jelhen, Luciane Ramos
Silva, Marcel Gbeffa,
Kae Ishimoto, Danang
Pamungkas, SarveshanGangen,
Yasin Anar, Ibrahim Abdo)
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Tête-à-tête

“I do not delineate between dance, theatre, music, visual arts because I am all of those things”.

(Michelle Bach-Coulibaly, personal communication, 14 March 2019)
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I conducted an interview with Professor Michelle Bach-Coulibaly to
understand her thought behind the structure of New Works and her approach as a teacher to an integrated system of learning. As my research
was primarily conducted as a participatory observer, I had the chance to
have conversations with many people in an organic discourse that informed my work. Interviewing Prof Coulibaly was an afterthought of the
surprise I felt at the unusual structure of New Works. As she narrated her
philosophy behind an integrated arts practice, I found we had so much in
common despite being from two very different parts of the world and very
different generations too.
Prof Coulibaly is the mind and soul of this unique grant-based program which is also a professional dance company. She came up with the
program New Works/World Traditions after she had spent about four to
five years at Brown University as a professor. She particularly believes in
‘learning through devising’ which clearly reflects in her approach to pedagogy. She shared about how she grew up in an environment where she
was exposed to different forms of arts- her father, an architectural engineer, and her mother, a Chicago singer. She was a visual artist and a sculptor who pursued ballet along with academia. Her journey felt extremely
relatable to me and one of her statements stuck with me long after. She
also spoke of how she was attracted to her father’s blueprints as a child,
the visualization of a structure so grand on a two dimensional plane.
It was really heartening to hear her speak so passionately about learning and creating together. She expressed how she enjoys working with
multiple faculties of art to fabricate them into a single story. She, interestingly, used the term ‘engineering’ text, music, visual, projection, movement
and emotion to create spectacular theatre. This changed the meaning of
performance and theatre for me. Her view of performance is not limited to
play-act but more inclined towards theatre totale.

“New Works was a wonderful vehicle for me to learn from other professional artists...To me, the best of
all worlds is getting people with skills that I don’t have and doing this. It’s all about bringing energies
together”.

Prof Coulibaly relates her process as an integrated arts instructor to
cooking. It is very interesting how I drew a similar relationship early on in
the second chapter of the thesis, long before I had this conversation with
her. Since New Works sees different artists work each year, every artwork
turns out to be a unique recipe. The artists being the ingredients, the Master Chef focuses on using and blending ingredients the right way to create
the dish.
Her reason to switch from traditional ballet to an integrated arts practice was her quest for knowledge and devising new work in true sense.
She believes in trusting the process, people and their ideas. Her role in this
program is not direct instruction but curation of talents to orchestrate the
piece. She also spoke about how she feels that collaborative process does
not call for outright learning/imitation but grow form other’s expertise.
She gets people from different artistic and cultural backgrounds to work
collectively on this project. Prof Coulibaly spoke of how collaboration offers a multitude of opportunities at creating unique artwork as the artists
(students and others alike) can bring in so much variety in terms of the
art practice and knowledge, which she alone may not be able to provide.
Prof Coulibaly offered an honest insight into her constructs and motivations behind this wonderful course which gave me a better insight into
the attitude, faith and thought required behind creating and running a
functionally successful integrated arts program.

“This work is like cooking...And magic happens when you get the right ingeredients”.
“You have to build a family, build trust, create a space forpeople to create in,
to get people together”.
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Levels of Integration at New Works
When I claim that New Works was an ideal case of an integrated teaching and learning practice, I can do so as integration in this class took place on multiple levels. I had the chance to work on integrated templates in terms of
space, process, and content.

Integration of Space
As discussed in the former chapter, space is a very important aspect
of learning. The structure of New Works incorporated the idea of space in
a unique way. It is important to note here that there is a significant difference between moving in a space and embodying that space. Embodiment of space requires special attention to details of the physicality of that
space and the physical nature of the way in which our bodies interact with
it. The Ashamu studio (where we practiced dance) had wooden flooring
and a mirrored wall. There were large windows on the opposite side of the
mirrors. We would generally close the curtains when using the mirrors, to
avoid distractions. The dancers would move to interact with different parts
of the studio space. We would begin every class as a group, in a circular
formation. I believe this practice fosters an intimate relationship amongst
the dancers by not putting the instructor at higher pedestal. It imbibes inclusiveness into the practice of teaching and learning. At the end of every
rehearsal, we would reunite at the center of the room and acknowledge
each other for the effort and sincerity each contributed to the class. Until
taking this class, I had not realized how orientation and arrangement in a
space could play such a major role in building work and relationships in
an art class.
We spent a considerable amount of time practicing authentic movement. This practice truly activates the space, which in turn, influences the
creation of artwork. Space becomes an important guide in the practice
of moving with eyes closed, and without music. The physicality of space
triggers reactions in the body, which translates into movement. The driving force is the internal consciousness but the immediate physical world
becomes a large part of the external conscience. When I first tried authentic movement, it was a very uncomfortable experience. We heavily rely on
visual cues to guide our artwork. Without the most crucial sensory input, I
experienced art making in a very different way. I started searching the

space around me for cues instead. I
also began understanding the role
of materiality of the space around
me. I noticed minute details like
how my movements were different, with and without socks on. The
change in friction caused a change
in the way I navigated through the
space. I learned to become aware
of the sounds of movements of my
co-dancers as that was the only way
I could create a visual map of their
positions to avoid collision. I realized that I developed a tendency
to move closer to the floor on days
that the studio felt well heated and
warm. I began exploring the material
of the floor, noticing its texture, the
ridges in the planks glued together,
the sound that the wood created
on gently tapping my fingers versus heavily stomping my feet. On
numerous occasions, we as a group
analyzed how we use the studio
space to experience movement.

*

to design the artwork. Our choreographies and movements were a result
of collaborative work and peer-learning. She played the role of a facilitator
rather than a dance instructor. In my opinion, she did a commendable job
of drawing from the individual strengths of students and weaving them
into a wonderful rainbow of an artwork. Her pedagogy is the perfect example of an art class designed ‘with’ students. She managed to maintain
a balance between structure and chaos. New Works is referred to as a
dance company rather than a class at Brown University. The participants
were all from different backgrounds- some, students at Brown University, students at RISD, alumni of Brown University, former associates of
Prof Coulibaly, and community artists. We had the chance to work with
various guest artists in residence who shared knowledge in their area of
expertise. Even as students/participant dancers, we contributed drawing
knowledge from our personal backgrounds. I had the opportunity to share
about yoga, constructs of Indian classical dance, and Hinduism, in relation
to the chakra system, with my peers. I received valuable learnings about
authentic movement, weight sharing, and dance vocabulary from others
in the course of this class. There was a hierarchy of power, but very much
in the background. We all made a sincere attempt to work in collaboration
as a single unit. The individuality of each artist reflected in the way they
performed but the performance itself was a unified effort.

New Works also happened
to be a third ‘pedagogical’ site of
learning. Our instructor Michelle
Bach-Coulibaly offered us agency

Image 2 alongside: Dragon’s Egg, a dance retreat we visited (two weekends) during the course to devise artwork.
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Image 3: Intensive workshop session with Omari Mizrahi. A combination of ballroom styles- Old Way, New Way, Vogue Femme and All Styles.

Integration of Process
A typical rehearsal of New Works would begin with everyone gathering to check in with each other about their physical or emotional status
for the day. This helped us develop sensitivity towards each other and
be mindful of our interactions. It also created a sense of intimacy in the
group which made working in collaboration much easier and honest. This
would be followed by about half an hour dedicated to meditation and
warm up. Prof Coulibaly spent time on teaching us the basic practices of
yogic meditation since it was deeply related to the theme of chakras. We
never directly jumped into the process of moving/dancing. We were always given time to ease our bodies and minds into the core agenda for the
day. Often, we would also begin the session with readings and poetry that
facilitated the process of movement. I feel that the transition in this class
was extraordinary which resulted in seamless integration of the process.
Transitions are an integral aspect of integration as it is essentially about
merging correlational art practices.
At New Works, the primary product may have be in the form of dance
but the journey towards creating these movement phrases was unique and
involved visual as well as literary arts. The atmosphere of this class encouraged us as student artists to take agency in contributing to the piece rather than limit ourselves to instruction-based learning. Often times, during
a session we would break away from the routine to reinvent the process.
When working with artists in residence, the regular format of the class
would undergo scaffolding to facilitate their teaching practices. We also
got a chance to take a weekend break to an artists’ retreat to dedicate
time to devising choreography. We had an intense experience with the art
making process which, in my opinion, reflects in the outcome. The process
was not limited to studio learning, and certainly not to just dance.
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Integrative learning is a complex web of connections.
We must learn to go back back and forth to navigate this vehicle.

2

Integration of Content
An integrated process is essential to execute a curriculum of integrated content. During the course of this class, we referred to Anoeda Judith’s
(2004) book ‘Eastern Body, Western Mind’ to learn the basic concepts of
the chakra system. We also shared additional resources related to the core
theme in the form of articles, poetry, and videos with each other. I experienced integration within arts in terms of the content and its delivery.
We explored the core content in the form of movement, painting, writing,
and performance (acting). The understandings about the chakra system
were actualized with physical movement. Indeed, movement consisted
of a major part of our creative process but was continually informed by
painting and writing. We used these three forms of expression and would
navigate back and forth to generate artwork. One art form informed the
other. Every piece of art produced during the process whether written,
visual or movement-based may not have been used in the final artwork
but contributed to the process in some way. I feel that the beauty of this
approach to learning content is that it generates better focus on learning
itself than its outcome. The idea is to generate a treasury of content that
one can go back to and thread into a work of art. We worked with extensive information interwoven through common links. The history of chakras
guided our movements which in turn helped in creating visual art and
writing. Poetry and painting in turn, influenced the movement practice afterword. We also experimented with creating movement from each other’s
writings. The content was segmented and reconfigured to create new art.
I view it as the chemistry of breaking molecules to their atomic forms and
rearranging them to create new molecules. I also learnt diverse movement
vocabularies ranging from Vogue to Contemporary to Mande. There was
further integration at a micro level. Not only do we see integration within
the arts but also integration within the styles of a single artform. I find this
approach to content extremely unique. It is rare to be able to experience
and combine the nuances of so many different art practices. It is exciting
to look for correlations in these dramatically different art forms, or perhaps
they are not quite different at all. I believe that a common ground provides
an excellent room for play and opportunities to create art.
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Image 4: Rasa boxes; emotional state excercise at the Dragon’s Egg.

The Rasa Box
It is believed that a perfect balance of the eight emotions culminates
into the ninth emotion which is peace. This was a ritual we followed
to be able to tap into our einner emotions as an expression of the
various energy centres. We started off by painting, sketching and writing in each rasa box. We then would physically step into the rasas
boxes and embody the emotion for a couple of minutes, then move
to a different box. After a few rounds of embodying the emotion we
moved on to forming relationships between emotions, responding
to emotions, etc. As we progressed with this process, a new layer of
complexity was added at each step. The final ritual was to destroy this
work embodying a single emotion.
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In Praise of Fire
As air intensifies the hunger of fire,
May the thought of death
Breathe new urgency
Into our love of life.
by John O’Donohue
From “To Bless the Space Between Us”
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The above artworks are a part of the exploratory process involving the first and second chakra (energy systems). The core themes here are rooting, earth, fire,
passion, power, groundedness, strength and fear. Conceptually, this is a representation of the moving parts of integration.
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Now it seems that I’m a prisoner of a different sort. Who am I to
talk with of true forms and reality? Who’s to say that even my own
reflection, deep emotions and desires aren’t merelyshadows of my
true self? There’s no easy answer.
Plato’s Allegory of the Cave

*

Image 5: Photograph from the performance (opening act)- representational of Plato’s Allegory of the Cave.

I was 20 when I first met her.
There she stood, Naked.
Staring at me from the other side of the mirror.
Initially, I was repulsed by the image of her.
Crooked toes, hairy legs, flabby stomach, rough, uneven skin, a bulbous nose.
Then, we locked eyes and a silent conversation followed.
She gracefully swayed her feet to music.
She flaunted her broad hips that someday would carry a child.
She showed me a mole beneath her left breast that she adored.
She played with her luscious locks brushing against the curve of her back.
She traced a beautiful scar on her collarbone from the previous night.
We lock eyes, stare in silent conversation.
Her eyes fierce and full of Love.
Beautiful. Nurturing. Powerful.
She is I. I am She. We are as naked as we could be.
Shedding leaves, shedding shame.
Making room for flowers to bloom.
Nervously, we walk towards each other, our footsteps sing a symphony.
Chest rising and falling with each soft breath.
We are just a touch away.
Do you feel the warmth of her embrace?
The magnificence of her presence?
Her soft hum, a lullaby?
The rhythm of her gentle heartbeat
That Gives and Gives and Gives?
Our souls intertwined, braided into a colorful rainbow.
I look at the reflection.
You. Me. Us. We are all just the same.
We Are Earth
And all things Earth Are Beautiful.
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The form and color scheme of the artwork is inspired from the Anahata chakra (Heart chakra-fourth energy wheel).
The flow and patterns of the paints and centeredness of the structure were my starting points to devising choreogrphy for the solo piece.
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Output
The result of this program was a 50-minute long dance theatre piece
performed by 14 artists, including myself. The main theme of the artwork
was the chakra (energy) systems. The entire piece was fragmented into 7
segments to correspond to the 7 wheels of energies in the body and the 7
colors of the rainbow. Each section was a collaboration of narratives, some
personal, some larger general stories. We drew inspiration from the allegory of Plato’s cave, Navarasa, the Persian poem Conference of the Birds,
and many such philosophical references. I had the chance to perform a
short solo phrase in the fourth segment, representing the nightingale in
the story. I was delighted to contribute my skills as an Indian classical dancer to the group. The entire piece involved voguing, contact improvisation,
Kathak, contemporary dance, step dancing, drumming, musical score and
spoken word/poetry. We also shot a video which was a depiction of Navarasa (the nine emotions) that was projected in the background during
the performance. The larger artwork was a collective effort by the director,
performers, light and sound artists, stage artists, costume designers and
production specialists.
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*

Image 6 & 7: Documentation from scene four of the performance (Heart Chakra); includes my monologue and Kathak solo piece.

3
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CASE STUDY 2
CityArts

*

Image 8: Photograph from one of the clay sculpting sessions at CityArts

About
CityArts is a local non-profit organization, located in South Providence
that uses art to create youth development programs. It was founded in
1992 by Sister Ann Keefe who sought to address the lack of opportunities
available to middle school youth in Providence. After a successful run of
three years as an arts summer camp, the organization transitioned to a
year-long after-school arts program for young artists. Today, the organization provides five to seven free of cost art classes through fall, winter and
spring, to elementary and middle school students in the city. Their primary
goal is to create a safe haven to ‘shape the minds and hearts’ of the youth.

Introduction
I had the opportunity as a component of my MA degree program to
work for two months as a Programming & Administrative Intern at Providence CityArts in spring 2019. My work involved research as a participatory observer during the ongoing art classes under the mentorship of
Miss Michelle Nugent. I essentially assumed the position of a floater and
observed different classes including Afro-beats (dance), painting and visual arts, multi-media, and sculpture and clay, over a period of six weeks. I
spent the following weeks designing an integrated arts curricular template
as a reference for future classes. I also had the chance during my internship
to learn about the administrative functions of a non-profit youth organization.
61

The Structure
Providence CityArts offers programming in fall, winter and spring as well
as workshops in summer. I was interning during the winter programming
where I spent four weeks in participatory observation and three weeks
after in planning a lesson template within their curricular objectives. The
program was a total of six weeks of art sessions, followed by a teach-back
session on the last day of programming where the students’ families were
invited to view and engage with their work. Within my first few weeks
working as an intern at CityArts, I recognized the huge gap between the
theory and practice of pedagogy. I believe that there are many variables
that affect the transfer of theory to practice. Space, environment, people
and neighborhood played an integral role in the way arts education was
delivered at CityArts. And catering to these very specific needs taught me
what scaffolding looks like at its best.
CityArts believes in the philosophy of equality and tries its best to avoid
traditional hierarchical relationships between teacher and learner. For
example, participants at CityArts are addressed as young artists and not
students. Every class begins its first session with a few minutes spent in
co-devising a code of conduct, do’s and don’ts chart, specific to that class.
Additionally, the teaching artists, administrators and volunteers were extremely mindful of their language and tone when in communication with
the young artists. They also had a specific, step-wise protocol for misconduct by young artists in the class. Importantly, CityArts believes in offering
equal agency and respect to the youth. I realized that the environment in
this organization was highly structured and not as autonomous as New
Works since a collegiate teaching environment is, of course, very different
from an after school program for youth. What is interesting though is that
CityArts young artists are as much a part of the process of working around
this structure as the administration and the teaching artists.

62

Observations
The art sessions were conducted with two age groups, 8-10 and 1114. The environment of both the classes was characteristically distinct. The
older group was relatively difficult to permeate but more focused as the
weeks progressed. The energy of the younger group was high and consistent throughout. Most young artists were confident about their input,
which I feel is a reflection of their comfort and trust in the space. Autonomy
and agency seemed to have translated into responsibility and confidence
for the young artists. Typically, the young artists would arrive between 2:00
pm and 3:00 pm while the programming would begin at 4:00 pm. They
were provided with a free meal every day and also offered help with their
schoolwork if needed. Many young artists chose to wind down, play or
simply chat with friends during this period. This was the period when the
volunteers, including me, took the time to know the young artists better
and build relationships with them. Youth is highly sensitive and vulnerable
and connecting with them demands conscious work.
I observed more openness to delving into the unknown amongst the
younger age group. They seemed more receptive to learning but also had
a shorter attention span. Younger minds seemed to be making connections of their artwork with personal stories and building narratives while
the older ones were more focused on learning the skills. I wonder if this is a
reflection of how education systems redirect visualization towards a more
linear, obvious form of learning. Most young artists were taking a combination of art classes and hence, were engaged in learning more than one
form of artistic practice. This was my primary cue towards creating an integrated arts template. Michelle and I often discussed how some students
who were taking the Afro-beats class were more comfortable with and
performed better in a painting class, or how some students found their
expression through sculpting.
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Image 9, 10, 11 & 12 (clockwise): Visual arts, Afro beats (dance), Clay sculpting & Mixed media session
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Output
Based on my understanding of the philosophy of CityArts in the short
time that I spent there, I produced the following curriculum template as a
planning structure for an integrated arts lesson. I designed this curriculum
as a hypothetical proposal to the organization if I were working with them
as a teaching artist. I decided to develop a plan that was combination of
my personal area of expertise, which is storytelling through Indian classical
dance and movement based painting. While designing the plan, I kept in
mind the objectives of CityArts, connect to youth being their prime motto.
I started by doing a quick mapping of the possible connections within
the art resources available at CityArts. I referred to the list of teaching artists hired for the semesters to come and their art practices. The idea was
to provide a curriculum plan such that if not directly implemented, can be
used in parts by the teaching artists.
Note: I drew from my work and the pedagogy at NewWorks in designing the curriculum.

Fig.5 [Rough initial mapping for curriculum plan]

65

Fig.6 [CityArts Teaching Artists’ Work Cycle]
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Fig.7 & 8 [Curriculum Plan Ideas; note: final detailed curriculum map not included in the thesis book]
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CHAPTER IV

Reflection
Given the time constraints surrounding a 1-year MA degree, I have
been blessed to be able to dive as deep as I could into the research surrounding integration within the arts. My practical experiences informed a
major portion of my thesis research in ways that just could not have been
possible if I had limited my investigation to a critical analysis of the scholarly literature on arts integration. I have been privileged to have been a
participant observer in two vastly different arts-based teaching and learning spaces, which has led me to the conclusion that there is, indeed, no
single module for integrated arts pedagogy. I have come to that conclusion because there are too many variables involved for a model to be replicable as every organization, every class, and every student will have the
tendency to respond differently to the same lesson plan. What I do believe
that I can say with an increased degree of confidence is that in my view,
and based on this investigation and my personal experience, integrated
learning definitely allows for a richer experience of the arts. Various modules or combinations may work for different individuals and that is why
integrated curriculum plans require enough room for scaffolding. It is like
working with a base framework but frosting each cake to meet individual
requirements. I also realized that integrated arts space is quite challenging
for the teacher or teaching artist as it requires them to keep structures
open ended, which is quite the contrast to classical pedagogy of arts.
After my months of research and practical experience in this field, I
have come to view arts integration as a puzzle without a definite singular
picture. There are multiple possibilities that may be mapped via interdisciplinary connections and commonalities. For me, the very concept of integration is as open ended as the nature of teaching and learning it demands.
Despite the open structure, there are certain aspects of pedagogy that I
deem particularly important to integrated arts planning, given its complex,
inteconnected nature. My main takeaways are that transitions and flow
are crucial to integrated arts pedagogy, integrated lessons demand scaffolding, and we need to break aways from the traditional student-teacher
heirarchy to be able to function well in an integrated arts space.
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To me,

The Zenith of Art is in seamless fluidity.

Art is Water

Art is Flow

Art is Integration

Teaching and Learning is a two way equation.
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Integrated Arts Learning happens beyond a definitive single
module.
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Term Bank
Integration
The action or process of integrating
Synonyms
combination, amalgamation, incorporation, unification, consolidation, merger, fusing, blending, meshing, homogenization, homogenizing, coalescing, assimilation, concatenation, desegregation, inclusion
(source:https://en.oxforddictionaries.com/thesaurus/integration)

Third space
E. Soja (1996) proposes a different way of thinking about space and spatiality. First and second spaces are two
different, and possibly conflicting, spatial groupings where people interact physically and socially: such as home
(everyday knowledge) and school (academic knowledge). Third spaces are the in-between, or hybrid, spaces, where
the first and second spaces work together to generate a new third space.
(source:http://www.oxfordreference.com/view/10.1093/oi/authority.20110803103943995)

Hybrid
Of mixed character; composed of different elements
Embodiment
A tangible or visible form of an idea, quality, or feeling
(source: https://en.oxforddictionaries.com/definition/embodiment)

Essence
The intrinsic nature or indispensable quality of something, especially something abstract, which determines its
character
Philosophy count noun-A property or group of properties of something without which it would not exist or be
what it is
Synonyms
quintessence, soul, spirit, ethos, nature, life, lifeblood, core, heart, centre, crux, nub, nucleus, kernel, marrow, meat,
pith, gist, substance, principle, central part, fundamental quality, basic quality, essential part, intrinsic nature, sum
and substance, reality, actuality
(source:https://en.oxforddictionaries.com/definition/essence)

Sense
A faculty by which the body perceives an external stimulus; one of the faculties of sight, smell, hearing, taste, and
touch
A way in which an expression or a situation can be interpreted; a meaning
(source: https://en.oxforddictionaries.com/definition/sense)
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Chakra System
“The chakra system is a seven-leveled philosophical model of the universe…A chakra is the center of organization
that receives, assimilates, and expresses life force energy. The word chakra literally translates as “wheel’ and refers
to a spinning sphere of bioenergetic activity…”
(Judith, 2004, p.4)

Authentic Movement
In its simplest form, Authentic Movement is a mindful movement exploration between a mover and a witness
which encourages the development of consciousness. The mover moves, with eyes closed, from an intention of
mindfulness, non-judgmentally guided by inner impulses, sensations, emotions, and/or thoughts in the presence of
a witness. The witness observes, carrying the majority of work in the beginning as he or she strives to see the mover while becoming aware of any personal projections or judgments. The witness is responsible for maintaining an
outer consciousness, creating safety, monitoring the time, and for maintaining his or her own psychological safety.
(source: https://adta.org/2015/08/18/what-is-authentic-movement/)

Contact Improvisation
It is a partner dance form based on the physical principles of touch, momentum, shared weight, and most quintessentially - following a shared point of contact. The form was founded in 1972 by Steve Paxton. Integrating his
background as a modern dancer and his studies in the martial art form Aikido, Steve developed Contact Improv
through explorations with his students and colleagues at the time. This dance practice explores the skills of falling,
rolling, counterbalance, lifting using minimal effort, how to make ourselves light when being lifted, centering and
breathing techniques, and responsiveness to our partners and surroundings.
(source: http://www.contactimprov.com/whatiscontactimprov.html)

Navarasa
Navarasa means Nine Emotions which are Shringara (love), Hasya(laughter), Karuna (compassion), Raudra (anger),
Veera (courage), Bhayanaka (terror), Bheebhatsya (disgust), Adbutha (surprise), and Shantha (peace or tranquility). These are the emotions that human shows according to the situations. Bharata Muni has explained these nine
emotions or Navarasa in his treatise Natyashasthra. It is said that Bharata Muni explained only eight rasas and
Abhinavagupta explained the ninth one i.e. Shantha (peace).
(source: https://www.speakingtree.in/allslides/nava-rasas)
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